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Dirkse, Scott. “Demystifying Chopin’s Rubato.” American Music Teacher 62, no. 6, 
(June 2013): 27-29. 
 
This is a great journal about the Chopin ‘s rubato style. The author simplified the 
rubato style, especially the performance, thought, and method. It also provides credible 
scores, other author’s comment, and is a detail-oriented way to discuss the rubato style. 
In the rubato style in Chopin’s works, the author emphasized that the style needed to be 
played with a strict left hand and a free right hand. In addition, Chopin loved the Italian 
opera and he hoped that his students would model their playing on Italian opera singers, 
who, in addition to their bel canto lyricism, tended to perform using a rubato style. 
Hence, the author reminded us that Chopin’s rubato possessed an unshakeable emotional 
logic, and the performer needed to take the time to make these “logical” choices for using 
rubato in Chopin’s music so that every performance can be meaningful, expressive, and 
historically appropriate. It is crucial for performing Chopin’s rubato values. 
 
Walker, Alan. “Chopin the voice of the piano.” American Music Teacher, no. 6 
(June/July 2010): 19-26. 
 
Chopin was an influential and extraordinary musician during the Romanticism era. 
This journal illustrates a lot of Chopin’s famous piano repertoires and compositions. For 
example, Chopin’s Scherzo No.2, Chopin’s Ballade No.3, Chopin’s Nocturne Op.55, etc. 
In addition, it includes the historical background about Chopin’s life, Chopin’s works 
interpretation, and an analysis of each of Chopin’s works. Hence, Chopin’s music style 
had been extremely unique and remarkable throughout the piano music world. Moreover, 
the author mentions that there are four ways to perform Chopin’s interpretation; through 
beautiful sound quality, a classical approach to his music, subtle nuancing for dynamics 
and rhythm, and the interpretation of the rubato style. Overall, this source identifies the 
Chopin’s unique characteristics in music by discussing the music and life of Chopin. 
 
Rink, John. “Guest Editorial: Chopin as Early Music.” Early Music, no. 3(August 2001): 
339-340. 
 
In the article, John Rink discusses Chopin’s editions which are complicated and 
diverse. He analyzes the six articles here to enhance our understanding of Chopin’s 
historical position and the complex performance and editorial issues surrounding his 
oeuvre. He mentions a lot of scholars who are popular and reputable, especially Jim 
Samson, Jeffrey Kallberg, etc. They provide different perspectives on Chopin’s music 
and they also explore his relation and status to early music. The author also notes that 
there are many versions of Chopin’s scores, so it is hard to define which version is 
correct. Thus, posing a challenge to editors seeking a single, definitive version of the 
music. Overall, it shows us a number of scholar’s perspectives, and each person has a 
different preference regarding Chopin’s music. 
 
4. 
Fielden, Thomas. “Tempo Rubato.” Music & Letters, no. 2 (April 1953): 150-152. 
 
The article reviews the rubato style and talks about how the style needs to be 
correctly used during a performance. The author also provides the reader with insights 
from other scholars such as Kleczynski and Schallenberg to support the rubato theory. 
Rubato was an integral part of Chopin’s art and unquestionably what made his music so 
attractive. In addition, the article clearly defines rubato. For instance, the author compares 
rubato to a tree, imagining a tree with its branches swayed by the wind: the stem 
represents the steady time, the moving leaves are inflections. This is what is meant by 
Tempo and Tempo rubato. Through reading this article, the reader can understand 
Chopin’s rubato position when playing the rubato in Chopin’s piano repertoire. 
 
Higgins, Thomas. “Chopin’s Music and Fashions of Performing It: Some Crucial 
Differences.” American Music Teacher, no. 4(February and March 1980): 12-14. 
 
In the article, Higgins discusses the interpretation between the pedal and fingering. 
Chopin’s performance displays a meticulous technique for these two elements. On the 
one hand, Higgins provides Chopin’s piano repertoire to teach us how to be mindful of 
details while using the pedal. The usage of the pedal is extremely important in Chopin’s 
works because it can indicate the color of harmonic progression and it can give a more 
delicate vibe. In addition, the manipulation of fingers is also significant for performers of 
Chopin’s pieces, especially the articulation. Performers depend on their fingers to create 
the melody line. Surprisingly, fingering was not a technique many spent time analyzing 
during Chopin’s time, but now it is highly discussed presently. Chopin’s fingering creates 
a unique style and keeps the beautiful voice continuing, as Chopin marks the same finger 
to press the same keyboard when he performs. Through reading this article, we can 
consider how the pedal and fingering are really crucial elements in Chopin’s works. 
 
Samson, Jim. “Chopin, Past and Present.” Early Music, no. 3(August 2001): 381-387. 
 
Samson’s article talks about the experience of Chopin and compared it with different 
patterns. It was around 1830 that Chopin began to register Bach’s influence at a deeper 
level. The author discusses how there was a tendency for the Romantic generation to pull 
inspiration from the Classical era. Regarding Chopin’s works, because Chopin was a fan 
of Bach’s work, he would imitate Bach’s styles. Samson cites how we can see this in 
Chopin’s work through his incorporation of a unitary process of departure and return 
rather than a dialectic of tonal and thematic contrast. In summary, the article shows how 
Chopin’s music includes plenty of the techniques from the classical period and how 
Chopin transformed the basic elements of post-classical pianism into a new one. Chopin 
innovated his characteristics in his time while simultaneously inheriting the Bach and 
Mozart models. 
 
Greer, Amy. “Marking Time: Notes from a Musician’s Journal.” American Music 
Teacher, no. 5(April/May2008): 13-14. 
 
Greer’s article talks about how to practice the piano effectively, and it provides us 
advice on how to be a great musician. Some performer wastes a lot of time to practice 
because their practice ways are an inflexible and rigid. Try to open your mind, ears, 
feeling, and imagination, creating the music on your own. In addition, we have to 
suspend judgment about every little thing we do and be open, curious about the process, 
the advantage of learning, and growing and making music. So much of being an artist has 
to do with consistency and continuity. Through reading this article, we can realize how to 
practice effectively is a really crucial element to being an artist. 
 
Frakes, Stephanie Lynne. “Chopin’s Cantabile in Context.” MM Diss., The Ohio State 
University, 2012. 
 
Frakes’s dissertation interprets about the development of Chopin’ s Cantabile, and 
the author provides us the progression of cantabile. We can consider the term of 
cantabile which is often used for singing and ornamentation. In nineteenth-century opera, 
the use of cantabile is used for ornamentation, but tempo rubato did not explore in 
relation to the domain of piano music. In Chopin’ s music, cantabile has been used as a 
pattern of writing he shared with Italian opera. Chopin is directly reproduced cantabile’s 
vocal qualities in an original pianistic idiom. Overall, this dissertation shows us how 
Chopin’s own cantabile writing is displayed by his piano repertoire, and he represented 
the attraction of its adaptation to his music. 
 
Rothstein, Edward. “How to Play Chopin? Cortot Had Answers.” New York Times, 
December 12, 1993. 
 
This is a great newspaper article about how to meticulously play the Chopin’s 
music. Rothstein mentions the famous French pianist who is Cortot in this newspaper, it 
shows us Cortot’s perspective and interpretation of Chopin’s music. Cortot provides 
piano repertoire in order to train our ears, and the usage of the pedal of importance is also 
a significant technique in Chopin’ s performance. There are two aspects in the Chopin’s 
performance for Corot. For instance, the pictorial and technical are an inseparable thing 
when we perform the Chopin’s music. Also, Technical exercise is essential, but it must 
always be musically motivated, and Cortot’ s method is relative to contemporary ways of 
thinking about and studying music. Lastly, Cortot forces music to be an act of cultivated 
imagination. Through this newspaper article, we can consider that a lot of perspectives 
and techniques on Cortot’ s professional answer.  
 
Hatten, Robert S. “Performance and Analysis—Or Synthesis: Theorizing Gesture, Topics, 
and Tropes in Chopin's F-Minor Ballade.” Indiana Theory Review, no. 1/2 (Spring and Fall 
2010): 45-66. 
 
This is a wonderful journal about the interpretation of Chopin’s Ballade No.4. 
Hatten analyzed a lot of details for this piece such as the main theme, gestures, harmonic 
structure, phrase structure, tropes and the time of rubato. In addition, this piano repertoire 
is coordinated with tonal, thematic, and Hatten humanized them as forms of expressive 
significance. Its method proves most productive as theorists work with and give 
performer a good advice for performance. It is a deeper interpretation of the work, and 
comprehensively helps performers to organize each of the main phrase structures. If you 
deeply analyze the music, it can extremely gain a richer color, harmonic progression, and 
texture. Through this reading, we can consider the significant element of Chopin Ballade 
No. 4. 
 
Eigeldinger, Jean Jacques. Chopin: pianist and teacher as seen by his pupils. New York: 
University of Cambridge Press, 1986. 
 
This is a great book about how the performer has a desire to approach Chopin’s 
pianistic and useful practices as closely as possible. Eigeldinger classified many parts 
which are organized the Chopin’ s such as the interpretation of musician for comparison, 
the technique for general, the main sources of information on Chopin’s teaching activity 
and method, Chopin’s music style, and Chopin’s playing described by his 
contemporaries. Each part is surrounded and connected the Chopin’s music. The reader 
can understand what Chopin’ s music is going on, and let performer have a desire to need 
through the study of his perspectives on piano teaching and playing, as well as of their 
musical and aesthetic surrounding. 
 
Hudson, Richard. Stolen time: the history of tempo rubato. New York: Oxford University 
Press, 1994. 
 
This is a great book about explaining the rubato style. Hudson traces the complex 
history of tempo rubato, and this book identified the development of two main types of 
rubato: an earlier one and a later. In addition, In the course of his narrative, Hudson 
classifies the widely over western music, from Gregorian Chant to Chopin, from C.P.E. 
Bach to jazz, quoting extensively from the writings of theorists, composers, and 
performers. He also suggests new ways of approaching the rubato in the nineteenth-
century composers such as Chopin and Liszt. Through this book, we can consider the 
tempo rubato what is comparing on during the early and later period. 
 
